THE GREAT MUTE AND THE PIANQ

There is hardly s man who would listen te music without
i making‘" his own film. Howevex different the perceptions are at
the contact with a certain musical composition besides the emotio
nal and associational,percepﬁions there exists the image or the
"’shbjeot:--plot-" way:of thinking. The latter is that reaction
oi.the,hearer at which he unvoluntarily éreates in his notions
different strange picture creations.It is evident that depending
on- the specific.creativeAline:thére can be created spontaneously
visual images that form a complete story. The mnlimited dramatic
ﬁension,of Beethoven's symphonies and the out-springing yiktal ity ¢
the compositions of Mozart provoke s@ naturally picturesnesu o£
Hiie percepﬁion that the initial'frivolity.of the éssociations
gradually transforms music into image equivalents. Ty is leads to
the conclusion that the number of the films that would be made in
ihe‘mindszof thelisteners depends. only on the number of listeners
of the‘musical cOmpositiOn, ‘

At the contact with films from the time of the Great Mub
/ when;musical accompaniment was missing / the spectator could no’
but feel thét the rhythme of a given episode, the movements of
the actors and their plasticity, the close-—up face expressioﬁs as
well as the ﬁlot denovements create not only aspecific mood. They
I sound.”y-they " emit " music, which can be perceived differentl,
depending on the sensual abilify and the author's predisposition
of the speotator.The actioﬂ.dn the screen , especially if. that is
a film of Chaplin, B. Keaten, Griffit,_Loyd and others, is
geniously "gmeasured n through the tempb of each scene, through
ﬁhe melod& of every exprcssed state.of the soul. The music coded

in those films: is not a synchronised with the action type of
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sound re-creation of the evenf and bf the experience on the
language of muéic'.

V If soweone makes an effort to play asound-screen for a
film he will inevitably come to the conclusion thét to compose
the music for a given film which " comes in " or " moves away "
il some episodes or is the emotional background of the action is
onething whicﬂ is quite difjprent from the éase when the
composition should sound all the time during the action of- thc
-film;and‘ﬁot to intrude with its pretenciousness or with a conceri
way of sounding of the:inétrument.

uIt is not occasionally that the term " musical accompani-
ment " is often used to label the participation of one piano-
player at the screcn=sounding of some of the silent films, It is
much more necessary then to create a separate original compositic
- for every silent filme For,any composer oﬁ berformer it would be
= gréatgpraise talact as a pantnerithrough his composition oz
performance to the genius of the Graa% NMute.

If someone takes upon itself the responsibility of making
a sound-screen for a silent film with a real performance on fhe
piano before the screen, then, no matter what his preliminary
idea was , no*matter;What.he has prepared for every separate scen
in any case he will not.sténd.the temptation during the film-
show to give flreedom ta his subconscious,deSiﬁes provoked by the
L suggestion of the moment " instead of performing the part
prepared;beioxe._Probably that.is.one of the reasons for the high
evaluation of the real musical accompaniment - the spontaneous
improvisation. The cgmposer~or tthe pérformer 'will realise that
if a'goodvimprovising composing,reflexien.has been formed by the
practise the at the real,sound-screening of a film the melodies

and the motifs will come as if on their own will and will be
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drawn away from the moving on the keyboard fingers. Thus till the

moment when the consciousness intrudes with its preliminary

intentions and suggestions the subconsciousness has alreudy

perceived the message of the screen and has drawn away from the
iﬁétrument. . its own music ', ‘

The piano has not obcasionally been proclaimed an
instrument that contains in itself a whole orchestra. The magic oi
the performer is to provoke its orchestra way of sounding as well
as to interprét certain musical instruments through well—arranged
tune combinations. oo itls'quite.natuial that thepiano will be
doomed to accompany the Great Mute from the very birth of the
latter. The possibilities of tﬂe piano at sound-screening of siler
films are quite extraordinaiy because the quickness of thereactibr
of theperformer énd the instant synchronisation with the action
of thefilm provide much more iightened prepar?tion of the interpre
tation.. In.cdmparison with this the orchestra performance requires
a rehearsal work of much langer duration because of the:. mych
more difficult synchronisstion.with the episodes of the films and

the much.moie ¢omplicated synchrénisation among the different
performers in theorchestra.

Practise has proved that the original music created for a
certain silent.film is a preferrable condition for its perception
in comparison with +the ' quotations W of the performer from ¢
different popular and cdnnected withlother associationa of the
spectator ﬁ@tifso With the real §ound~screénihg of the piano the
strength of the sound is of very great importance in connection w:
w1th the glven.condltlons of the cinema. A piano would - intrude

on the £ilm if the performer uses concert means with pletentlous

technical and styllstlc interpretations bESLdeS the strength of
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the sound.lln.this way the instrument would really start sounding
on its own.

A great creative achievement is for the musical accompani
ment te underline the semantic and emoetional message of certain
episodes of the film, to accentuate on essential details of the
representation, to make nuances between the complicated states of
soul, to suggest,and interpret the plot denouéments and to leave
the consciousness of the spectator for long conqugred by well-
remembered melodies. If the soﬁnd—screen is made for a comedy the
in accordance with the action , the muéié requires sucha tempo/spe
and such situational nuances that would help %o display the
atmosphere of the éomic on ots best. Much more careful should be t
sound-screening of a dramatic film work where there are sentimen
and romanticism characteristic fér the beginning of the century.
The: contemporary requires that these would be rendered through mo
acceptablevﬂor him stylistic expressive musical forms.

The most supreme cregtive exaﬁination for every composer

and performer is to draw out of the piano the orchestra and solo
sounding of the characteristic following one after thé other at t
highest;possihle and even crazy speed episodes from films like

" Tntolerance "™ of D. Y. Griffit. Huch more engaging and demanndi
is the creative task for such a 3-hour film to be acquired and
learned the necessary knowledge for the,histpry and music of
four épQQh@a that merge into one another in that film in more
and mdre accelerating speed. The piano performer has 1o alternate

the interpretation of scenes from the time of Christ, then to p&as
through Babylon, then.:to survive Si. Bartholomew's Lve in ordexr
to' take pert in the presefvation of a human life  ia the beginning
of the itwentieth century. Indeed there's hafdly a better incentive

for the self-education of a musician ;- in order to be able to
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re-creat with the piano " the spirit of the-times " the artist hac

'to learn and perform the music of so many different epoches and

human cultures. How big is the creative satisfactidn.for that artie
who had managed to draw out the music that had been contained in
ﬁha episodes of such fiims.

! It's really’extréordinary art : through the piano to make
a soqnd—screen for the innocent tears and the sorrowful smile of
Jilian Gish pcrforming the.part of the girl in the film " The
Broken Lily " ;3 after parts of the second to represeni the senseles
rudeness of the brutalised father, who has broken that fragile
life ; and at the same time to discover the tunes that would bhest
express the limitless tragedy iﬁ.tﬁé eyes of the Chinese. who had
lost his love and suifersAdisconsolately after his loss .

* Today the cinema posseéses‘allrthe means that are in the
position %o make.the Great Mute speak, to introduce himself before
us in a colouriul image and to soﬁnd with all possible sound
egfects. However,the.pfesent technique is not capable of replacing
the ﬁnique natural sound of the piano. It is not able to offer us
co?experiance and correspondence with the past which are achiéved
ﬁhrough re-creation of the action of the f£ilm with real, musical
performance. The following ofﬁ that supreme aesthetic ﬁniqueness
means not only preservation of the traditions of.the Great Mute Ifr
the heginning of-thé century but it also creates the extreme
opportunity for the creation of original musical compositions whic
would not have appeared without the magnétic influence of the
already known and newly discovered in the archives film§.

One great film usually attracts or creates its great
cdmpoéar. A big musical composition very often finds its big film

making him an unseparable part of its content. And , if the films
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. of Maﬁstro  Tellini would hardly "™ Breath " without the music
of Nino Rotta , it is also true that the Great Mute ﬁould have
panted and gasped for a long time before becoming an art if it
wasn't for the kind co-partnership in his development-of : ‘
Its Majesty ‘[he Alive Piana L

It was our duty ta pay it that honour.

Valentin Stamev
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